Chapter One, he does so in a near-apologetic or possibly dismissive way, either to convince himself that there is nothing "wrong" 4 with fairy-tales or to declare that they are "interesting for a while but largely irrelevant here" (9). Similarly, after presenting Ellen as the tale's beautiful heroine, the narrator declares that "the idea that Holland's daughter was like the princess locked in the tower of a damp castle was of course false" (53). Such logic of paradox baffles the reader, whose expectations are repeatedly violated, but also compels him/her to reconsider the general issue of the novel's form. Indeed, the strategies of "canonical counter-discourse" 5 leading to the rewriting of European works of fiction involve a broad political agenda that cannot possibly be reduced to a mere 'dialogue' with one -or, for that matter, several -classic texts. As Helen Tiffin puts it, [No] writer is simply 'writing back' to [a...] canonical text, but to the whole of the discursive field within which such a text operated and continues to operate in post-colonial worlds. 6 In this essay, I will, then, attempt to shed light on the above-mentioned dichotomy between Bail's self-reflexive denials and his commentators' propensity for rash labelling, by exploring how a sophisticated use of intertextuality allows the author to converge towards, prior to diverging from, the fairy-tale as a genre in order to create, ultimately, what Stephen Henighan has called "a fictional hybrid." 7 To determine the extent to which Eucalyptus can be termed a fairy-tale, I shall compare its structure with the compositional pattern underlying the archetypal fairy-tale as delineated by Vladimir Propp. In his pioneering Morphology of the Folktale, which -despite a misleading title -focuses on the European (more particularly, Russian) fairy-tale, the great Russian formalist defines the genre as "a story built upon the proper alternation of […] functions in various forms, with some of them absent from each story and with others repeated."
